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॥ कक proper scope of this paper of mine is 

early Sangita literature. It does not pro- 
pose to go into the Vedic period and the 
Samapratisakhyas nor to treat of the later litera- 
ture i.e., roughly after the time of Sarngadeva, 
the author of the Sangita Ratnakara viz., the 
beginning of the I3th century. There is a 
rationale in this classification of mine of the 
periods of Sangita literature. The early litera- 
ture is Sangita literature dealing with dance 
besides music, vocal and instrumental. 


गीत॑ arr च नृत्तं च aa संगीतमुच्यते । 


So the works of the earlier period treat of 
dance and drama also. Some are predominan- 
tly Natya, works, by the way, treating of 
Sangita at length. For instance, the Bharata 
Sastra on Natya, a work on drama and dance 
‘devotes 6 of its 36 chapters to music. Narada’s 
Sangita Makaranda the Sangita Ratnakara etc., 
are works primarily on Sangita and they con- 
tain chapters on Natya also. As a contrast to 
this early period, the later is only Gita litera- 
ture. This classification proceeds on the general 
rule, taking full cognisance of the presence of 
exceptions, For instance, the Tala Dipika 
quoted by Abhinavagupta is a work of the 
early period but restricts itself to a branch of 
music. In the later period, when the field was 
filled with digests or treatises on particular 
branches of music, we have such Natya works 
as the Vasanta Rajiya Natya Sastra of King 
Kumaragiri, which now lost must have dealt 
with music also. Jagaddhara’s Sangita Sarvasva 
quoted by him in his commentary on King 
Bhoja’s Sarasvati Kanthabharana, (P. 467) is a 
work of the later period but deals with Natya 


9 


By DR. V. RAGHAVAN 


besides music, as the quotation given there 
shows. Zhe Sangita Ratnakara of Sarngadeva 
is the boundary line roughly, since it is the last 
comprehensive work, comprising within its 
scope all branches of music and in addition, 
Natya. 


A history of the Sanskrit music literature is 
not in the field. A history of early Sangita 
literature is attempted here with the evidences 
supplied mainly by the great commentary 
of Acarya Abhinavagupta on the Natya 
Sastra, Saradatanaya’s Bhavaprakasa etc. Even 
this doesnot propose to be a history but only 
a notice of some names in early Sangita litera- 
ture. Some such thing is being attempted and 
published serially in the Journal of the Music 
Academy. A general survey, with dogmatic 
assertions and mystifying identifications has 
already been made by Mr. Ramakrishna Kavi. 
This paper does not restate what is contained 
in Mr. R. Kavi’s published paper. It proposes. 
to be more definite and critical and attempts, 
with citation of authorities, as far as available, 
to ascertain the definite nature and date of 
many works and authors. Especially as regards 
the authors and works known from Abhinagu- 
pta’s Abhinava Bharati, this paper has much 
that is not contained in Mr. R. Kavi’s paper. 
The scope of this paper is more restricted and 
the treatment is more intense on many points. 


Bharata’s Natya Sastra 


The only early work which is completely 
available to us is the Bharata Natya Sastra. 
Its upper limit is fixed at the 2nd century B.C. 
It treats of music in chapters 28-33. Scholars 


are exercising all their industry and ingenuity 
with regard to the real historical fact about a 
sage Bharata. है 

Mr. Manmohan Ghose, suggests in the 
Indian Historical Quarterly, that Bharata was 
a common name meaning ‘actor’ at first, that 
we had Natya Sutras and Bharata Sutras and 
that latterly a mythology of a sage Bharata and 
origin of Natya were created out of the com- 
mon name Bharata. The present text of 
Bharata Sastra contains Anushtups, Aryas and 
long prose paragraphs and occasionally here 
and there Sutra-like prose bits. Some of the 
Aryas and Anushtups, in chapters 6 and 7 on 
Rasa, are introduced as those existing before, 
with the words aqraagat श्लोको waa: | अत्रानुवंश्ये आये 
waa: | aa gaya! One of the Anushtups herein 
quoted is attributed to Vasuki in the Bhava- 
prakasa by Saradatanaya (pp. 36 and 37). In 
the गेयापिकार, chapters 28-33, it is only in the 
32 and 33, that we find additional prose 
and verses introduced thus—aqeaq. The last 
chapter on नादयावतार says that the rest will be 


dealt with by Kohala. The last portion is called 
Nandi Bharata in the Kavya Mala _ edition. 
Besides, from Raghava Bhatta’s commentary 
on the Sakuntala, we know of an Adi Bharata 
and a Bharata, verses attributad to these two 
some of them being found, some found only as 
parallels and some not found at all in the Natya 
Sastra. We hear of a Bharata Vrddha from 
Saradatanaya, who attributes to him a_ prose 
passage on Rasa, which is found in the present 
Bharata Sastra only inits parallel. Further 
the Natya Sastra seems to have been called सूत्र 


and पटुसाह सी and there is a tradition recorded 


in Bhavaprakasa and other works that~ the 
Bharata Natya Sastra is an epitome perhaps of 
the द्वादशसाहस्री . Abhinava himself speaks of three 
Sastras, of Sadasiva, Brahman and Bharata, 
the Natya trinity found in the story of the 
origin of Natya. Mr. Kavi informs us that there 
is also a Natya Veda of 36,000 slokas and that 
portions of the Sadasiva, and Brahma Bharatas 
are available now. There is no denying the 
fact of big works on Natya and Sangita exist- 
ing as works of Sadasiva and Brahman. The 
Dasarupa contains verses of Sadasiva, while the 
Bhavaprakasa quotes opinions of both Sadasiva 
and Brahman. It is likely that the extant 
Natya Sastra of Bharata is one that has incor- 
porated into itself many portions of ealier 
Bharata Sastras. 


Similarly it has also incorporated into it- 
self portions of later works. The present text 
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is later than Kohala and even Dattila. These 
two writers are included in the list of the hun- 
dred sons of Bharata whom he taught. The 
inclusion of Tandu here does not help us 
much. Kohala is referred to twice in the last 
chapter. In the second reference he is made to 
come along with yfaa (दत्तिल ?) and some other 
sages to earth, to live as mortals for sometime 
for the sake of King Nahusha to write and 
popularise the Drama on earth. After King 
Nahusha brought Natya from heaven to earth 
Brahman says that the sux तंत्र will be written 
by Kohala. This makes the Bharatiya Natya 
Sastra the qida. There is no evidence to prove 


that Kohala’s work is called sazda.. His work 
must have been bigger than Bharata’s and as 
we know from references, he elaborated many 
a topic, as for instance, the many Uparupakas. 
That part of Kohala’s work, stray bits here 
and there got into the text of Bharata cannot 
be disputed. For, in commenting upon the 
tenth verse in chapter six—giving the summary 
of the topics in the Natyasastra as eleven— 
Udbhata is referred to by Abhinavagupta as 
saying that this verse is from Kohala and is 
not part of Bharata’s text, for Bharata recog- 
nises only five Angas or topics in the Natya 
Sastra. Again in the Dasarupa chapter we 
find more treatment than is promised, the 
Natika being described after Nataka and Pra- 
karana, though it is not one of the Dasarupa- 
kas. Kohala is very well known as the first 
to have introduced, with definitions, Uparupa- 
kas and the Natika here, is perhaps from 
Kohala, though there is no _ conclusive 
evidence to take it so. 


The 44 भरत story is very late. We find 
Mr. R. Kavi speaking much of it. There is 
nothing to support it in the Natya Sastra, 
which gives a list of hundred Bharatas, sons 
of sage Bharata. Of these hundred sons, we 
are familiar with Kohala, Dattila and Tandu. 
The list is a hopeless one, containing such 


names as Sandals and Shoes, agatae. The 


origin of the qsqaza theory is not traced. 
Saradatanaya, in chapter three, first considers 
the name ‘Bharata’ only as actor. The गुरुपरम्परा 
here given is Siva-Nandin-Brahman and the 
Bharatas, actors and not Bharata, a sage. But 
at the end Saradatanaya contradicts himself 
by saying that Narada taught Bharata and 
Bharata wrote the रसोत्पत्ति 35 he heard it from 
Narada. But this kind of carafa is not recor- 
ded in the extant Natya Sastra. Saradata- 
naya gives this same parampara in chapter ten 


changing the ‘Bharatas’, actors, into one sage 
with five pupils. 


स्मृतमात्रे मुनिः कश्चित्‌ शिष्यें: wah aa: 
तानब्रवीत्‌ नाट्यवेदं 'भरत” eft पितामहः 
बुष्टस्तेम्यों at प्रादात्‌ अभीष्ट पद्म fase: 
नाट्यवेदमिदं यस्मात्‌ भरत” इति मयेरितस्‌ 
THE भरत नामानः भविष्यथ जगन्त्रये 

नाट यवेदो5पि भव॒ता नाम्ना ख्यातिं गमिष्यतिः ॥ 


Bha, Pra.X. 


The passage refers to one sage with five 
pupils, who were the first recipients of the 
Natya Veda and whom Brahman called Bhara- 
tas. This same verse is quoted by Mr. R. Kavi 
to prove the Panca Bharatas. Asa matter of 
fact the first verse above given proves not 
five Bharatas, but one and five i.e. six Bharatas. 
Again, all these were called Bharatas because, 
according to the ingenious derivation Sarada- 
tanaya gives here, viz., weq ‘you bear or hold 
or preserve the Natya Veda’, (imperative of 
भू,भभर to bear) Bharatas were so addressed by 
Brahman. (vide verses quoted above). This 
also proves the theory that the name Bharata 
as a sage is a later myth and that Bharatas at 
first meant only actors. But it is rather 
strange how actors could have been known as 
Bharatas. Saradatanaya’s explanation is far- 
fetched. The still later and most popular deri- 
vation, explaining Bharata as an epitome of 
the first letters of भाव, राग and ताल is equally 
far fetched. 


Mr. Ramakrishna Kavi adduces, further 
evidence from Tamil literature, from Adiyarkku 
Nallar’s commentary on the Silappadikaram. 
This also is wrong evidence. Adiyarkku 
Nallar does mention the name ‘Panca Bharati- 
yam,’ but mentions it not as a collection of 
five works on Natya by five different writers, 
but as one single work by one author, the 
author of it being Deva Rishi Narada. When 
thus the evidences adduced mean something 
else and the theory of five Bharatas in early 
Natya literature falls to the ground, it is futile 
tO suppose imaginatively and suggest that 
Kohala is the second Bharata, another, the third 
and so on, as Mr. R. Kavi does. The exact im- 
port of the word ‘Panca Bharatiyam’ in Adiya- 
tkku Nallar means something else. It refers to 
4 custom of dividing the subject of Natya into 
five heads or sections. Another Tamil Natya 
work, Panca Marabu, referred to by the same 
Adiyarkku Nallar, is also one such which 


treats of Natya in five sections. The five 

Sections may be the five Angas of Natya referr- 

ed to by Abhinava as Bharata’s view,—the five 

Anagas being the three Abhinayas and the two 

kinds af music, vocal and_ instrumental. 
(pp. 265. Chap. VI, Gaek. Ed.) 


Another point to be investigated in the 
history of early Natya literature is the part 
played by king Nahusha init. The last chap- 
ter of the available Natya Sastra gives king 
Nahusha the credit of bringirfg from heaven to 
earth, the beautiful lore of Natya. In Saradat- 
anaya’s Bhavaprakasa, in the tenth chapter, 
Manu takes the place of king Nahusha. Manu 
as king feels tired in his duty and Surya his 
father, asks him to go to Brahman who has 
got the Natya Veda from Siva. Brahman sent 
six Bharatas along with Manu to Ayodhya to 
receive him now and then with the entertain- 
ment of Drama, Dance and Music. The 
Bharatas then multiplied on earth; they wrote 
treatises, one in twelve thousand slokas, and 
another, an epitome of the former, in six 
thousand slokas. After the name of those 
who possess and exhibit it, the Sastra itself is 
called Bharata Sastra. 


Coming to the many names in Sangita 
literature, mythical and semi-mythical, the 
likelihood is that, asin the case of Sadasiva 
and Brahman, the names were only of epony- 
mous authors; but there were definitely works 
on Natya and music current as theirs. This 
we shall see, as we take up such names, one 


by one. 
Kasyapa 


This sage is referred to by Sarngadeva as 
one of the authorities on music. He is men- 
tioned in Narada’s Sangita Makaranda (p. 3). 
Matanga’s Brhaddesi refers to him seven times. 
The Abhinava Bharati of Abhinavagupta con- 
tains two references to this sage, in Vol. IV 
of the Madras MSS. The first reference is a 
quotation from the Yika-Kara (Commentator) 


‘on the Natya Sastra who quotes in his com- 


mentary, one and half Anushtups of Kasyapa 
dealing with the रसप्रयोग of Ragas ie., the 
particular tunes appropriate to each Rasa. 


anna चेव rat प्रोलिक्काम . . . . . . « - (?) 
ee स्तेषुसबेंषु कुर्यान्‍्मातु (ल) वकौशिक (कं) 
भिन्न पड जोपमामेदे: Para जीवितस्थवा ।? 

Vol. IV Mad. MS. p. 5 
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The second reference to Kasyapa given by 
Abhinavagupta is on the same page, on the 
same topic. 


“aq लक्ष्य प्रबन्धगाने प्रायोगिक कश्यपादुद्दिष्टं 
(agate द्विष्टं) विनियोगजात॑ कथ्यते । 


And Abhinava gives eight pages of Anush- 
tups on the particular tunes to be used accord- 
ing to the various Rasas and Bhavas. This is 
either a quotation or a compilation made by 
Abhinava himself from Kasyapa and other 


writers, for he says at the end— 
इत्येप कश्यपाद्य क्तः विनियोगो निरूपितः 


An earlier reference is available in chapter 
five. 


एतदुपजीवने नोंक्त कश्यपाचार्येण-' पूवेरज्ञे तु पाडवः”'इति | 


Kasyapa dealt with Drama and Alankara 
also elaborately since he is so referred to by 
Hrdayangama, a commentary on __ the 
Kavyadarsa of Dandin. 


Brhat Kasyapa 


Besides Kasyapa, there is yet another called 
Brhat Kasyapa, an early writer on music. 
There are two references to him in the work of 
King Nanyadeva. (pp. ll-b and 4-a; Manu- 
script of the Bhandarkar Oriental Institute.) 
Thus there are two works on music by sage 
Kasyapa, one being Laghu Kasyapa and another 
Brhat Kasyapa, the latter being similar to 
Brhat Desi. 


Nandikesvara or Nandin 


The place of Nandin in the mythological 
origin of the Natya Sastra is by the side of 
Siva himself. The latter portion of the Bharata 
Natya Sastra in the Kavya Mala edition is 
called Nandi Bharata. Works attributed to 
him are many. There isa music work called 
Nandi Bharata, noticed by Rice in Mysore and 
Coorg Catalogue. The Madras Catalogue has 
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भरताथचन्द्रिका with a Telugu Commentary descri- 


bed as a dialogue between Nandikesvara and 
Parvati. 


“fa नन्दिकेश्वर विरचित पावतीप्रयुक्त मरत चन्द्रिका 
नानार्थप्रकर्ण समाप्तमासीत्‌ ।” 


From the manuscript of the Bhartarnaya 
in the Tanjore library we see that this is the 
tenth chapter in Nandikesvara’s Bharatarnava. 


The Tanjore library has a work called ताल- 
लक्षण attributed to Nandikesvara. Most of the 
works attributed to him treat more of Natya 
than Sangita. In Rajasekhara’s Kavya Mimamsa, 
in his account of the origin of the Sahitya 
Sastra, Nandikesvara is mentioned as the first 
writer on Rasa. So it is likely that the name 
Nandikesvara is not important in music as 
much as in Dance, Drama and Rasa. 


One of his major works was not available 
to Abhinavagupta. Abhinava, while quoting 
him, says that he is reproducing Nandikes- 
vara’s views, exactly as quoted by 
Kirtidharacarya, only on the. authority of 
Kirtidhara and that he himself never saw the 
work of Nandikesvara. 


‘qua कीर्तिधरेण नदिकेश्वरतन्मात्र गामित्वेन (१) 
दर्शितं तदन्यामिः (तदस्मामिः) न दृष्टं, तत्मत्यात्तु लिख्यते/ 
Vol. IV, p. 50. 


Then Abhinava gives, as given by Kirtidhara 
large prose extracts from Nandikesvara on 


pp. 5-54, on the प्रयोग of मार्गासारित, dances in 


the yz. Though one such work of Nandi- 
kesvara, which was available to Kirtidhara was 
not available to Abhinava, another work called 


afexaa was available to Abhinava and he 
quotes it. 


“तथा a नन्दिमते उक्तं-- 
“रेचितारव्यो 5श्वद्वारो यो द्विधा ta हयशेषतः 
वृष्यन्ति देवातास्तेन awed ते नियोजयेत ॥” 
P. है: Gaekwad 


The assumption of the indentity of 
Nandikesvara with Tandu made by Mr. 
R. Kavi is quite wrong. As proved above 
the legend of Panca Bharata has no evidence. 
There is no meaning in idle guesses or assump- 
tions that Nandin or Tandu or Kohala or 
Kasyapa is one of the five Bharatas. Inciden- 
tally we will deal with the name Tandu also. 
Tandu is mentioned in the Natya Sastra as 
one of the 00 sons of Bharata, to whom 
Bharata taught his Natya. But latterly he Js 
made to belong to the camp of Siva, an 
through Tandu, who was a witness of Sivas 
evening dances. Siva passes the Tandava dances 
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to Sage Bharata. Abhinava quotes Kohala 
(p. 82. Gaek Ed.) who says’ that when Siva 
was dancing, Narada propitiated him by 
singing the faydieata:; Siva danced according to 
Narada’s song; and gave this Tandava, as part 
of Natya, to Tandu who passed it to others. 
In. connection with Tandava there is also 
mention of one Tandya. Thus it is very di- 
fficult to hazard any such thing as Mr. R. Kavi 
has done, as regards the name Tandu. Whether 
Tandu first existed is a question. It is most 
likely that Tandava first existed and to create a 
beautiful story for its origin, grammar was 
resorted to and Tandu was, lattery, grammati- 
cally extracted out of the word Tandava, which 
word itself was long a रूढि among the Natas, 
even as जजेर and other terms. Kohala’s Sangita 
Meruas quoted extensively by Kallinatha, in 
the adareqra, refers to one Bhatta Tandu five 
times. The affix ‘Bhatta’ to the name Tandu 
makes him less mythological and more _histori- 
. cal. Whether another historical writer with the 
name Bhatta Tandu existed is not yet known. 


Nandikesvara’s very popular work is the 
Abhinaya Darpana. It is available in print, 
being printed in Telugu characters by Nida- 
mangalam ‘Tiruvenkatachari and subsequently 
translated into English by A.K. Coomaraswamy 
and Duggarilal. The compiler of the Bharata 
Rasa Prakarana printed along with it was 
Sabhapati Ayyar, a Brahmin Bharatacarya of 
the Tanjore Court, a Bhagavatar who finally 
settled at Mannargudi and taught his art to 
some. This Abhinaya Darpana is fitted into the 
style of a dialogue between Indra and Nandin. 
Nandin says that there is a big work called 
‘acatata’ ‘ocean of the Bharata art’, in four thou- 
sand slokas and that the Abhinaya Darpana itself 
is its summary. We often hear of the early 
Natya works of twelve thousand and six thou- 
sand verses. But this work of four thousand 
verses is new. There is a work called भरताणव 
available in the Madras and Tanjore MSS 
libraries. Three copies of this मरताणव with 
Telugu Tika are available in the Madras 
MSS Library. (Catalogue Volume XXII 
nos. 3006-08.) These MSS have in their 
colophons an epithet सुमतिवोध to the name aqaraa. 
The significance of this epithet is known only 
from the Tanjore Library MSS. of the 
Bharatarnava. It is called there as gézava which 
is a mistake for qe यकेशभरत-.. Sumati is the king 
of the semi-divine beings called gz am and the 
work Bharatarnava is in the style of Nandin 
teaching the Natya lore to this Guhyakesa 'call- 
ed Sumati. From the colophon to chapter ten 


of this work in the Tanjore library, we come 
to know of another work called ava चन्द्रिका, the 
Hastabhinaya section of which is utilised by 
Nandikeswara. From chapter thirteen, we 
also see that there is a work on Natya in the 
name of sage Yajnavalkya. 


“gat 4 zat सम्यक्‌ याश्षवल्क्यों महामुनिः 
ताण्डवानां गतीनां च भरताणव TTT ॥ 
नाव्यशब्दक्रम॑ सम्यक्‌ उक्तवान्‌ क्रमपूर्वकम्‌ 


Chapter thirteen, deals with the seven kinds 
of Lasya, which perhaps were dealt with 
elaborately in a work attributed to sage 
Yajnavalkya. 


Narada 


Abhinava refers to Narada in Vol. If 
page 00 with regard to the etymology and 
meaning of the word गान्षवे, 


प्रीतिवर्धनमिति नारदीयनिवचनमपि afar ir 


Dattila earlier than Matanga, who quotes 
him, quotes Narada. Matanga also quotes 
Narada. We have atleast two Naradas: one, 
the author of the Siksha and the other, the 
author of the Sangita Makaranda published in 
the Gaekwad series. Scholars opine that the 
Narada referred to as holding the mrarcara is the 
author of the Sangita Makaranda_ which has 
that ग्राम, This is to show the genuineness of the 
Sangita Makaranda as a work of Narada. The 
Sungita Makaranda, on page thirteen, gives 
the names of anumber of writers. The refer- 
ence to Matrgupta here definitely puts the 
date of the Sangita Makaranda after the 
seventh century. Vikrama. is another note- 
worthy, and indentifiable name quoted here. 
Two names that we miss in this list are 
Kohala and Dattila. The Tanjore Library has 
a work attributed to Narada, called चलार्रिशच्छ- 


तरागनिरूपखं . 
Kohala 


It is from Kallinatha that we have the best 
glimpse into Kohala. In the adarzara of 
the Sangita Ratnakara, in his commentary, 
Kallinatha gives the additional करवतंना$ from 
Kohala. From here we learn some facts about 
Kohala’s work. 


(i) Kohala’s work is called Sangita Meru. 


(ii) It is in dialogue style, like the Bharata 
Sastra, a dialogue between Sage Sardula and 
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Kohala, the latter replying to the former’s 


queries. 
(iii) It isin Anushtup verses. 


(iv) Its first part treated of Natya and the 
latter part only of Sangita. The work was 
thus in the style of the ancient works, in dia- 
logue style and divided into Ahnikas. The 
extracts from Kohala given by Kallinatha quote 
the following names: है 


azaug, कीर्तिघर, नारद (author of the Siksha ), 
wg (God Siva), ax, aug, चेमराज and लोहितभदृक । 


These references are absolutely confusing. 


The names भदृतणडु, aad, क्ष मराज and afer 
look quite historical. Kirtidhara is later than 
Nandikesvara’s work. But the reference to 
Matanga is hopeless for Matanga himseif quotes 
Kohala. Matanga’s Brhaddesi further quotes 
Dattila, who himself quotes Kohala. The only 
possible conclusion is : We know Kohala to 
be avery early writer whose name is by the 
side of Bharata. The last chapter of Bharata 
Natya Sastra contains a promise that the rest 
will be done by Kohala. Though there is yet 
little authority to make out Kohala as one of 
the 5 Bharatas whom Brahman instructed (as 
Mr. R. Kavi has made out), there is no denying 
that Kohala was a very early writer. A music 


work called ‘amaaa’ is attributed to him in: 


Aufrecht’s catalogue. The Madras Catalogue 
contains a Kohaliya Abhinaya Sastra with a 
Telugu commentary. A_ Dattila-Kohaliya 
noticed by Dr. Burnell, was once available in 
the Tanjore Library. Rajasekhara’s Drama Bala 
Ramayana lifts his name out of the historical 
sphere. These show— 


(i) Kohala was an old and convenient 
name to which later writers could 
ascribe their own works. 


There was a very early work of Kohala. 


The Sangita Meru itself may not be 
actually this first work of Kohala but 
may be an elaborated one of some 
later time foisted on the name of 
Kohala. But the Sangita Meru may be 
that well known work of Kohala which 
Abhinava quotes often. 


(ii) 
(iii) 


Abhinavagupta refers to Kohala very often 
both in the azaifaar and in the warfare. ~The 
name Kohala 45 as great in the history of 
Drama and Dramaturgy as it is in that of music. 
The Sangita Meru must be a very voluminous 
and valuable work. In Dramaturgy and Rhe- 
toric, Kohala is always quoted even by later 


writers as the writer who first introduced the 
Uparupakas, minor types of Dramas, Totaka, 
Sattaka etc. In the Madras MSS. Library 
there are some fragments described as extracts 
from Kohala’s works. Thus we have कोहलीय॑ 
अभिनयशास्त्र and ताललक्षणं (Nos. 2,989 and 2992 
Cat. Vol. XXII.) There is also a work called 
कोहलरहस्यं, available in this Jibrary—Triennial 
9I0-l! to 92-3. Only the I3th chapter 
is available. It is set in dialogue style, Kohala 
replying to Matanga. 


Dattila 


Dattila is often Dantila also. He is often 
coupled with Kohala and the reason is not 
known. Dattila is a very early writer whom, 
especially in the गेयाविकार Abhinava quotes very 
frequently, more often than even Kohala. He 
is referred to as दतिलाचा्य and from the references 
we may infer that Dattila’s work was in Anush- 
tups like Kohala’s and Bharata’s. | 


‘Dattilam’ published in the Trivandrum 
series is only a very late fragmentary selection 
or condensation of the early original and big 
work of Dattila, which is not yet available. 
Dattila’s work must have, like other early 
works, dealt with dance and dramaturgy. It 
must have been big. The Trivandrum text of 
Dattilam is very small even as regards music. 
It has no section on drama and dance. There 
is no denying the fact that Dattila’s work 
treated of 24 also. 


The Trivandrum edition of Dattilam quotes 
Narada, Kohala and Visakhila. Even as regards 
the original Dattila, it may be only later to 
Kohala. 


There are two copies of a work called रागसागरं 
in the Madras MSS. Library ( Cat. Vol. XXII 


Nos. 3,0I4 and 3,0I5) in 3 Tarangas, «wafaart, 
श्र तिस्वररागविमश, and  रांगध्यानविधानं । The last 
Taranga gives the Rshi Chandas and Dhyana रण 
each Raga. The colophon of this work des- 
cribes it as a dialogue between Narada and 
Dattila. 

“sf श्रीरागसागरे नारददत्तिल dat रागविमशेकों नाम 

FART: | 


Anjaneya 


If we can expect a शादू ल and an अश्वतर as 
Sangita Acaryas, why not Anjaneya ? Asa 
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matter of fact, evidences of Anjaneya having 
had some work on Natya and music to his 
credit, are more than those available for many 
others of his class. Sarngadeva and Narada 
enumerate him in their lists. On p. 25. Caek. 
ed., defining and describing the Rupaka called 
उत्सृश्टिकांक, Saradatanaya quotes in his Bhava- 
prakasa, Anjaneya along with व्यास | 


अस्यांकमर्क भरतः द्वावंकातिति कोहलः | 
व्यासाब्जनेयगुखः प्राहुरंकत्रयं यदा ॥ 
Chap. VIII 


Again as Maruti, he is quoted by Saradata- 
naya on p. /4. 9 in Chap. V. From the 
first given reference we can make out that Anja- 
neya’s work dealt with Dramaturgy at length. 
From the other reference in the Bhavaprakasa 
we see that this नित्यब्रह्मचारिनु work dealt elabora- 
tely with वैशिक also, even as Bharata’s. As 
regards the signs by which another man’s wife 
shows her love to her secret lover, Saradatanaya 
quotes मारुति, who says that such signs or indica- 
tory Bhavas are common to all women. 


ये भावा राग चिन्हानि स्त्रीणामुक्ताः 9 पृथक 
साधारणस्ते सर्वासां स्त्रीणा मित्याह मारुतिः ॥ 


That Anjaneya’s work dealt with music also 
fs plain. Kallinatha quotes him on 9. 28, chap. 
2 on Desi Ragas :— 


“तथा चाह आज्जनेय:-- 
येषां श्र्‌ तिस्वराम जात्यादि नियमो न हि । 
नानादेश गतिच्छायाः देशीरागास्तु ते स्मृताः ॥ 


Sangita Darpana of Damodara, a later work 
which quotes Sarngadeva and Kallinatha, quotes 
Anjaneya twice. The first reference is a general 
praise on Nada. 


श्रत्र आज्जनेयः 
“जादाब्पेस्तु पर पारं न जानाति सरस्वती | 
अद्यापि मज्जन भयात्‌ तुबु वहति वक्षसि ॥? 


Again in the enumeration of Ragas and 
their consorts—Raginis—he is quoted as Hanu- 
man. This reference makes Hanuman’s work as 
expounding the northern system which alone has 

- the scheme of Raga-Raginis. We also hear of 
a work on Natya called इनुमद्टरत Ahobala, in 
his Songita Parijata refers to and bases his defi- 
nitions often on Hanuman. 


Sardula 


Sarngadeva’s and Narada’s lists contain the 
name of Sardula. In the latter’s list there is 


also another name व्याल which is only a synonym 
of aga . Similarly there are 2 references under 
two different synonyms to Vishnu and Indra, in 
the. Sangita Makaranda. Sarngadeva couples 
शादू ल with कोहल , Neither Abhinavagupta nor 
Sarngadeva nor Kallinatha refer to any opinion 
of Sardula. It is thus very likely that Sardula 
finds a place among Sangita Acaryas because he 
is the questioner to whom Kohala’s Sangita 
Meru is addressed as reply. The Brhaddesi 
however has two references to Sardula indepen- 
dently. 


Durgasakti 


Durgasakti is referred to as zaufia by 
Matanga. It is likely he is a historical per- 
sonage. Besides mentioning him in his list of 
authorities at the beginning, Sarngadeva refers 
to him along with Kasyapa on ७9. 82 S.R. 


Yashtika 


Sarngadeva mentions Yashtika as an au- 
thority on music in his list. Matanga quotes. 
him seven times. Nanyadeva quotes him once. 
From the latter fact we can take that there was 
some definite work on music current as Yash- 
tika’s. The fact gains additional support from 
a reference to him given by Kallinatha on 
p. 228 in Chapter 2. 


Kambala and Asvatara 


These two are always associates and are 
two figures in the mythological pantheon of 
Sangita Acaryas. Sarngadeva mentions these 
two as authorities on music and again quotes 
them in chapter l, p. 78 as holding some defi- 
nite opinion, different from that of Bharata. 
The reference proves that some music work was 
extant as theirs, but need not prove that that 
work was available to Sarngadeva, who might 
have referred to their view from references in 
the works. of earlier writers. | We do not hear 
of these two any where else in the works of the 
early period but have some information about 
them in Damodara’s Sangita Darpana, These 
two are not “Wool” and ‘“‘Ass” but ‘Snakes’. 
They propitiated Sarasvati, got the नादविच्या and 
became the ear-ornaments, कुरडल of God Siva, 
a post from which they could be pouring their 
music into the ears of God. 


Kambala and Asvatara are mentioned as 
two Nagas, serpents in the list of Nagas in 
chapter 35, Adiparva M. Bha. _ 
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‘qaqa चापिनागः कालीयकस्तथा 7? 
SI. 70. 


The Markandeya Purana gives their story in 
Chapter 2]. 


Matanga 


Abhinava quotes sage Matanga only twice— 
pp. 59 and 67, Vol. IV Mad. MSS. Since quot- 
ations from his work given by other writers 
are found here, we may take the Trivandrum 
Ed. of Matanga’s Brhaddesi as genuine though 
it is incomplete. Matanga quotes: 


Kasyapa, Kohala, Dattila, Durgasakti, Nan- 
dikesvara, Narada, Brahman, Bharata, Mahes- 
vara, Yashtika, Vallabha, Visvavasu and 
Sardula. 


Of these names Vallabha must be noted. 
We do not hear of this Sangitacharya Vallabha 
anywhere else. 


From a reference in Kallinatha, on page 82, 
we see that Matanga quotes Rudrata, who 
flourished in the first quarter of the ninth cen- 
tury. Hence the Brhaddesi is later than the 
ninth century. 


Damodaragupta, in his Kuttanimata makes 
Matanga a specialist in flute. 


“सुषिरिख्वरप्रयोगे प्रतिपादन मण्डितो मतज्नमुनिः y” 
SI. 654. 


The Brhaddesi must have been famous for 
the excellence of its afaqregrq and this has resul- 
ted in a story of Sangita, that Matanga- propi- 
tiated Siva by singing on the flute. Abhinava 
mentions this story in the सुधिराध्याय Vol. IV, 
page 58. 


“qa” भगवन्महेश्व॒राराधन मतज्नमुनिप्रमतिभिः - 
वेणुमितं (?) ततोव॑ंशइति प्रांसिद्ध > 


The Vadyadhyaya of Brhaddesi itself seems 
to have been held in high esteem. Jayasimha 
(C. 253 A.D.) in his work on Natya called 
Nrtta Ratnavali (Tanjore Library) mentions the 
arareqig of Matanga’s Brhaddesi. 


Visakhila 


_ Abhinavagupta quotes Visakhilacharya six 
times in his commentary on the Geyadhikara. 
His work was earlier to that of Dattila who 
quotes him. 


26 


Vayu 


Vayu is given in the list of Sarngadeva and 
Narada. We have no other information about 
him in any other authoritative work. His must 
certainly be a prominent niche in the temple 
of the Sangitacaryas for, as wind that sings 
through the atmosphere and the trees, as the 
carrier of music, as the stwatq which creates az 
andas air playing in the holes of the flute 
certainly Vayu’s part is very great in any myth 
of the origin of Sangita Sastra. It is also 
likely that the name Vayu refers to the Vayu- 
purana which says something of music. 


Visvavasu 


Visvavasu is merely enumerated by Sarnga- 
deva. Matanga attributes to him some opinion 
in his Brhaddesi, on p. 4. Simha Bhupala, in 
his commentary on the Svaradhyaya of the 
Sangita Ratnakara quotes a passage from Visva- 
vasu. It may be that there is a work in his 
name. Visvavasu is the name of one of the 
Gandharvas who are, as a class, musicians and 
as a Gandharva at least, he enters the list. The 
name of Tumburu is similar. He is not only 
a Gandharva but is often associated with 
Narada also and hence has a double title to 
enter the list. 


Rambha and Arjuna 


Rambha is a mere name now, no work in 
her name being available. As an Apsara and 
exponent of Natya in heaven, she has 8 sure 
place in the list. Arjuna’s name is also found 
in the lists. His meeting with Rambha in 
heaven and his sojourn at Viratas’s court as 


‘ Brhannala, a tutor of dance, have sufficient 


cause for the possibility of some later writer 
ascribing a work of his to the name of Arjuna. 
There is a work called Arjuna Bharata avail- 
able in the Tanjore Sarasvati Mahal Library. 


Ravana 


Ravana’s name is associated with Samagana 
and with a particular kind of Veena. Rajase- 
khara’s drama, Bala Ramayana makes Kohala 
praise Ravana as having had the fortune of 
enjoying God Siva himself perform Natya. 
So far, we have not landed on any evidence of 
quotation to show that, in fact, there 54 
work in the name of Ravana even as the many 
Stotras current in his name. 


Guna is another name in Narada’s list, 
which is a mere name, no further light upon 
him being available. So are also the follow- 
ing names found in Narada’s list: 


Two Haris, Visvakarman, Hariscandra, 
Kamalasyaka (may be Brahman), Candi (pro- 
ably only Devi), Angada (who must naturally 
go with Anjaneya), Shanmukha and Bhrngi (these 
2 because of their being the audience at Siva’s 
dance), Kubera (as he is a friend of Siva accord- 
ing to Puranas), sage Kusika, Samudra, Saras- 
wati (because she is the Goddess of all faas) 
Bali, Yaksha, and Kinnaresa (because Kinnaras 
are described in the Kavyas and Puranas as 
Singing with instruments.) 


But two names in Narada’s list must be 
noted, besides that of मठागुप्त, viz., समुद्र and fama. 
This Vikrama is not quoted elsewhere and it is 
difficult to fix the Sangitacarya Vikrama among 
the many Vikramas in Indian history. The 
other, Samudra is certainly not the ocean, 
but, as regards him, no other evidence is 
available. 


Svati 


Of Svati mentioned in Sarngadeva’s list, 
some light is available. It is not likely he has 
any work to his credit but still belongs to the 
pantheon of Sangitacaryas. Bharata says in 
Chapter I, that on the occasion of the first 
drama in Indra’s flag festival, he took Svati and 
Narada with him, Svati for areata (drum) 
and Narada for music. 


स्वातिर्माण्डनियुक्तस्तु सह शिष्ये स्स्वयं भुवा । 
नारदाधाश्च गन्धर्वा: गानयोगे नियोजिता: ॥ 
स्वातिनारद संयुक्तो वेद वेदांग कारणम्‌ | 
उपस्थितो5हं लोकेश sata क्ृताज्जलिः ॥ 


Abhinavagupta here says in his commentary 
that Svati was responsible for the invention of 
the drum called, पुष्कर, Svati is a constellation 
associated with rain and is also a Rishi. Abhi- 
nava exercises his imagination with the aid of 
the descriptions in Kavyas and connects the 
deep rumblings of the clouds with the sounds 
produced on the Pushkara and thus makes 
Svati, to whose charge Bharata gave the drum, 
भाणडवाच्च as the founder of the पुष्कर - 


“स्वाति: ऋषिविशेषः Fa जलधर समय निपतत्सलिल 
धारा वैचित्र्या मिहन्यमान पुष्कर दल बिलसित रचित 
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विचित्र वर्णानुहरण योजनया aed कृत्तिनियमेन 


पुष्कर वाद्य निर्माण कृतमित्यथ: 7 
Abhi. Bharati, P. 23, Geak. ed. 
The story of this invention of पुष्कर and also 
the other अवनद्ध by Rishi Svati on a rainy day is 
told by Bharata himself in the पुष्कराध्याय Chapter 


33, Kasi ed., Sls. 5-I2. Abhinava only sum- 
marises in prose the verses there. 


Kamadeva 


Though the name of Cupid is not found in 
the lists of the various Natya and Sangitacaryas, 
we have evidence to show that some work on 
Natya Sastra was current in his name. There 
is a work called ताललज्षणं in the Madras MSS. 
Library (Cat. Vol. XXII, No. 2,993 ), which 
quotes Kamadeva. 


“चरणनृत्यलक्षण तु कामदेवेन-- 
उद्धता वायवक्त्रेषु. . . . . - -- ta 


This tala-lakshana is a ate work and it 
quotes Saradatanaya’s Bhavaprakasa. 


Dhenuka 


Damodargupta says in his Kuttanimata : 
कीड्क्ञोनयमार्गे धेनुकरचिते च ark atea | 
Ts खणकादावेव॑ Tala नृत्योपदेश् यत्नाव ॥ 
है SI. 82 
From this verse we come to know that there is 
one Dhenuka who has specially written on Tala. 


Who this Dhenuka is and what his work is, are 
not known. Nor is he mentioned elsewhere. 


Daksha Prajapati 


Simha Bhupala, in his commentary on the 
Svaradhyaya of the Sangita Ratnakara quotes 
Daksha Prajapati, who is no mere name, but 
in whose name must have been current an 


important work. 
+स्रेच्चया पडजावस्थापनमज्नीकृत्यैवदन्तिल दक्षप्रजा- 
पत्यादयः अवधान TIARA ARTA: | 
दज्षप्रजापतिरपि-- 
“अवधानानि mera पर्चात्स्वर॒पदादयः 
अवधानातिरेकेण त्रिविधे नोपपथ्ते ॥ gare 


> 


Utpala Deva 


We now come to writers and works regard- 
ing whose verity there is little doubt. From 
Abhinavagupta’s Abhinava Bharati, we learn 
that Abhinava’s own Paramaguru i.e., precep- 
tor’s preceptor in Saivism, Srimad Utpaladeva 
wrote also on Sangita. Otherwise there is no 
indication of his having written on music. But 
we can surely rely on the Prasishya’s evidence 
and take Utpaladeva as an early writer on 
Sangita. Abhinava quotes him four times in 
his Adbhinava Bharati. The first quotation is 
in the जात्यध्याय, Chap. 29. 


wat त्वाहु: स्वरा इत्यलज्नारेकदेशाः प्रयोज्यायां तु 
(2) aren: | 
श्रीमदुत्पल देवपादास्तथा AAT | 

Vol. IV, p. 2I, Mad. Ms. of Abhinava Bharati. 


The second reference is in the same chap- 
ter on the next page of this Volume. 


“परमगुरु श्रीमदुत्पलदेवपादानां मते वर्णानां 
पदनिवन्धत्वे तदाश्रितालंकार गीतविप्रयोगयों:? 


The third reference is in the Chapter 3, 
page 84 of Volume IV, here also Abhinava 
différs from his grand-teacher. 


The fourth reference to Utpaladeva is on 
page 88, Volume IV. 


“यथोकतं श्रीमदुत्पल देवपादे:-- 
स्थितस्थायित्वसंपन्नात्‌ प्रस्तुत स्थमयोजन 
HANG यद्दन्येभ्यः TRAN THETA ॥ 
From this last quotation we may infer that 


Utpala’s music work was written in Anustups. 
Utpaladeva’s date is easily fixed. His प्रशिष्य, 


aaa अभिनवगुप्त पाद flourished at the end of the 


tenth and the beginning of the eleventh 


centuries. 
(To be continued) 


From the Journal of the Music Academy, 
Madras Vol. III No. 7-2 of 7932. 





Some Names 
In Early 


Sangeet Literature 


WE must separately 
deal with the com- 
mentators on the Natya 


By Dr. V. Raghavan 


present reference to the 
interpretations of this 
music teacher Nrsimha- 


Sastra. The only com- gupta. Who is _ this 
mentator whose work Nrsimhagupta? He i 

है Conti ‘ pta? e is 
has been recovered is ontinued from Bulletin No. 5 Abhinava’s own father. 


Abhinavagupta. Even 

his Abhinava Bharati is 

available in the Madras manuscript only up to a 
part of the तालाध्याय and there is some lacuna in 
the seventh chapter. The 8th is also missing. 
The Abhinava Bharati, edited by Mr. R. Kavi, 
in ; the Gaekwad series, is a store-house of 
information, giving us material to construct 
a history of early Sangita literature. Abhinava’s 
life was a full and very rich one. His place in the 
history of Kashmir Saivism is as great as 
that of Sri Sankara in Advaita literature. His 
importance in Alankara, i.e., poetics, is also as 
great. He studied the Natya Sastra under ‘the 
good Brahmin’ Tota, Bhatta Tota or Tauta, 
the author of Kavya Kautuka, an Alankara 
work upon which also Abhinavagupta has 
commented. Tota was a scholar of Natya and 
music and Abhinava often refers to his inter- 
pretations of the text of the Natya Sastra in 
the गेयाषिकार also as Upadhyaya’s mata. Besides 
Tauta, one Nrsimhagupta alias Mukhala 
(Cukhala) was the preceptor in music to 
Abhinavagupta. He mentions this music teacher 
in two verses at the end of chapters 20 and 27: 


नृसिहगुप्तायतिनेत्यमत्र वृत्तिस्वरूप॑ प्रकर्ट व्यधायि | 

ad तत्‌ त्रिनेत्रेण हृदन्तरात्मस्वरूपमेव प्रकर्ट व्यधायि tt 

नृसिहगरुप्तापरनामधेयः विद्यावदातो मुखलाभिधानः | 

य॑ tz (य) विद्याभिरयूयुजत्सः प्रयोगसिद्धि कृतवान्महार्थोम्‌ ॥ 
Since Abhinava refers to Bhatta Tauta in his 
Abhinava Bharati invariably as Upadhyaya 


only, one or two references to one Acarya 
available in the गेयापिकार may be taken to re- 
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This we know from an 

anonymous commentary 
on Abhinava’s Saiva work called इश्वरप्रत्यभिज्ञा- 
विमर्शिनी (R. No. 4353, p. 6399, Mad. Cat. 
Triennial, 922-23 to 924-25). Vide my article 
in the “Journal of Oriental Research”, Madras, 
Vol. VI, part 2, on the writers quoted in the 
Abhinava Bharati. 


Kirtidhara 


The other commentators on the Natya 
Sastra as given by Sarngadeva are Lollata, 
Udbhata, Sankuka and Kirtidhara. Though 
mentioned last in Sarngadeva’s list, if it is a 
fact that his work was a regular commentary 
on the Bharata Natya Sastra, Kirtidhara was 
the first known commentator. Abhinava quotes 
him four times. The first reference is in Chap. 4, 
in the discussion on the difference between 
ga and arza (9. 208, Gaek. Ed.) The other three 
references to Kirtidharacarya are in the गेयाधिकार, 
the music section of the Natya Sastra. The 
first of these occurs in the जात्यध्याय. (Vol. 
IV, p. 42). The next is found on p. 50, in the 
same.volume. The last reference to him is on 
the group-dances to be performed in the Purva 
Ranga. Abhinava says here that he is going 
to give additional information from Nandi- 
kesvara, on the authority of Kirtidhara, who 
quotes Nandikesvara: 


‘aqaa कीर्तिधरेण नन्दिकेश्वरतन्मात्रगामिलरेन (?) । 
दर्शितं तदन्या (eat) भिः न दृष्ट॑, तत्परत्ययात्त लिख्यते ॥ 


Then Abhinava gives. on pp. 5l—54 large prose 


extracts from Nandikesvara as given by Kirti-- 


dhara. 


The Sangita Meru of Kohala, in the extracts 
given by Kallinatha therefrom, quotes Kirti- 
dhara, p. 677. So Kirtidhara is earlier than the 
Sangita Meru.4 | 


Udbhata, Lollata and Sankuka 


It is now accepted by all scholars that the 
great Alankarika, Udbhata, wrote a regular 
commentary on the Natya Sastra. Abhinava 
refers to his interpretations and views four 
times at distant intervals in his Abhinava Bharati. 
First, he refers to the followers of Udbhata in 
Chap. 6, on the Natya Angas (p. 265, Gaek. 
- Ed.). - Then in Chap. 9, (Vol. Il, 9. 307, Mad. 
MS.), Abhinava quotes Bhatta Udbhata on 
« पताक. The third reference is on 9. 472, 
Vol. Il. The fourth reference to Udbhata is 
on p. 479, Vol. II, in the chapter on दशरूप- 
This reference shows that Udbhata recognised 
only three Vrttis, and even those three, of a diff- 
erent nature from Kaisiki, etc. There is another 
reference which does not mention him but 
presupposes him and his view of the Vrttis. 
(Vol. Ill, p. 4.) 


Here in the first reference, as well as in the 
fourth, Abhinava first gives Udbhata’s opinion 
and then Lollata’s refutation of Udbhata’s view. 
One of the two references to Udbhata in 
Rajasekhara’s Kavyamimamsa also is of the 
same nature. Thus Udbhata was the earlier 
commentator and Lollata and Sankuka came 
afterwards. Udbhata was the Court poet of 
‘King Jayapida of Kashmir (778—83 A.D.). 


As regards Bhatta Lollata and Sankuka, 
there is no doubt of the fact of their having 
written commentaries on the Natya Sastra, for, 
references to their interpretations of particular 
texts in Bharata are profuse all over the 
Abhinava Bharati. Lollata flourished about 825 
A.D. and Sankuka a little later, about 850 A.D. 


Sri Harsha’s Varttika 


Besides these direct commentaries, the 
Natya Sastra had two other commentaries, 
Varttika and Tika. Abhinavagupta quotes 
often Sri Harsha and his Varttika in the first 
six chapters, Altogether there are eight quota- 
tions from Sri Harsha’s Varttika. The quota- 
tions are mostly in Arya verses and occasionally 
in prose also. Thus the Varttika was mainly 


in Aryas and occasionally in prose. Sarada- 
tanaya in his Bhavaprakasa also refers to Harsha 
and his definition of the Uparupaka called 
Totaka (p. 238-l. 5). This Sri Harsha is not 
the Royal dramatist and patron of poet Bana, 
since in a reference in the गेयाधिकार to the 
music verse of King Sri Harsha, found in two 
of his dramas, Abhinava does not refer to him 
as the Varttikakara. Itis strange how Abhinava, 
who quotes Harsha so often in the first six 
chapters, never quotes him in the later chapters . 
on dance and drama proper and music. Perhaps 
Sri Harsha’s Varttika was available even to 
Abhinavagupta only in fragments at. the 
beginning. 
The Tikakara : 

The name of the author of the Tika on the 
Natya Sastra is not available. Beginning in 
the 22nd Chapter, there are seventeen references 
to him in the Abhinava. Bharati, (mostly in the 
गेयाधिकार)- 


Earlier also there are two references to him 
in Chapter VI. Abhinavagupta quotes him only 
to refute him. It appears that the Tikakara 
on the Natya Sastra blundered hopelessly in 
the wafer. All the seventeen references to 
him are those in which Abhinava completely 
ridicules him. From one of the references we 
see that the Tikakara quotes Kasyapa (Vol. 
IV, p. 2). The Tikakara finds some dis- 
crepancy between Bharata and Kasyapa which 
Abhinava removes. In one reference to the 
Tikakara, we find him quoting Sadasiva and 
there is mention of one श्रीपाद as the Guru of 
the Tikakara (p. 25, Vol. IV). 


Besides these commentators on Bharata’s 
work which dealt with dance and music, there 
are some more names also whom we may take 
as writers on Natya and music from Abhinava- 
gupta’s references. 


Bhatta Sumanas 


This writer is quoted in the 32nd Chapter, 
in the mara (Vol. IV. p. 32). Since the 
reference occurs in the wrarfiatz, Bhatta Sumanas 
must be the author of some work on music. 
The reference given by Abhinavagupta is to 
his interpretation of a verse in Bharata. 
Perhaps he commented on Bharata, or only 
on the गेयाधिकार in Bharata or’ had occasion 
to quote and interpret a verse from Bharata in 
an independent work of his. 


*Kirtidhara is quoted often by Jayasenapati in his Nritta—ratnavali which I am editing now. 
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Bhatta Vrddhi 


This author also wrote some work on music. 
He is referred to in the तालाध्याय (p. 203, 
Vol. IV). 


Ghantaka 


Poet Ghantaka is quoted by Abhinavagupta, 
but only on a topic in dramaturgy. If, however, 
poet Ghantaka also was a commentator on 
Bharata, it follows that he was a writer on music 
as well. 


Sakaligarbha 


From Abhinava Bharati (Vol. II, p. 480), 
we come to know of a new writer on Ntya 
named Sakali Garbha? He has a curious view 
of five Vrttis in dramas His work on Natya 
might have dealt with music also—undoubtedly 
so, if he is a commentator on Bharata. 


Rahula 


Rahula is an early writer on music. Sarnga- 
deva mentions him among his authorities as 
Rahala. 

स्वातियु णो बिन्दुराजः Frags राहुलः । 

Abhinava quotes him thrice, first on the 
difference between Natya and Nrtta in Chap. 4, 
p. 72 (Gaek. ed.), then on 9. 97 of the same 
edition and then in the 23rd Chap. on वैशिक, 
p. 38, Vol. III, Mad. Ms. The third reference 
is reproduced in Abhinava’s faithful follower, 
Hemachandra’s Alankara work, Kavyanusasana. 


शाक्याचार्यराहुलादयस्तु-मौग्ध्यमदभाविकत्वपरितपनादीनप्य- 
लंकारानाचक्षते तेउस्मामिर्भरतमतानुसारिभिः उपेक्षिताः | 
Hemachandra, K.A.,N.S. ed., p. 346. 
fa मौग्ध्यमदभाविकत्व परितपनादीनामपि गत्यादूराक्याचारय- 
राहुलादिभिरमिधानं विरुद्धमित्यलं agar | 


Abhi. Bhar. 
The context is सामान्यामिनय and the 
Alankaras of women भाव, ezetc. Abhinava 


criticises Rahula for holding wir, मद etc. 
also to be Alankaras. In the reference given 
above, Abhinava, in the text in Madras Ms. 
refers to Rahula as aera. It is likely 
that it is a scribal error for शाक्‍याचारये, since 
we find it so in Hemacandra, who is always 
very useful in deciding the text of Abhinava’s 
works. He was a Buddhist. We had among Bud- 
dhistsmany such writers on such secular sub- 
jects. One Padmasri is known to us as a Buddhist 
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monk who has written the 
called Nagara Sarvasva, fr 
in addition to what we 
reference to Rahula, that the Buddhistic 
Sampradaya on topics of Alankara, etc. had their 
own deviations and peculiarities. Thus Rahula 
either commented on the Natya Sastra or wrote 
a big treatise on dance, drama and music like 
the Natya Sastra. , 


pornography work, 
om which we learn, 
know from the second 


Bhatta Yatra 


_ There is only one reference to Bhatta Yantra 
in the Abhinava Bharati and that too only on 
dance It is in chapter 4, p. 208, (Gaek. ed.) 
on the difference between Natya and Nrtta. 
If he is a commentator on Bharata, to decide 
which sufficient evidence is not available, we 
have in him a writer on music also. , 


Rudrata 


Sarngadeva mentions Ru 


drata as a Sangita 
Acarya: . 


wal eR भोजभूवल्लभस्तथा । 
Confirmation of his having written a work 
on music comes froma reference to him by 
Abhinavagupta. Abhinava criticises Rudrata as 
having written without understanding Bharata: 


रुद्रका (a) दिभिस्तु एतमर्थ बु (अबु) ead: उक्तानां 
Wasa: सर्वत्रेव अ्ष्टकलस्य उक्तः 


p. 60 Vol. IV. 


This Rudrata is the Alankarika, author 
of the Kavyalankara, whom some scholars 
identify with Rudra or Rudra Bhatta, author of 
another Alankara work called Srngaratilaka. 
Rudrata is placed in the 9th century. He is 
thus a contemporary of King Avantivarman 
of Kashmir and the great Alankarika Ananda- 
vardhana. Rudrata is quoted by Kallinatha, 
once independently and, again, as being quoted 
by Matanga, 


यथा aad wana तारथतिः मध्यमस्याप्यत्र संवादित्वात 
अनाशिलात्‌ तारगतीरु zea Fa मध्यमस्येति मतंगोक्तम्‌ । 
S.R. 9.82 


Mr. R. Kavi, as usual, without evidence or 
authority, postulates the identity of this Rudrata 
with Medhavi Rudra, another writer on 
Alankara, which is wrong, and again both of 
them with Rudracarya, protege of Kngi 
Mahendra Vikrama Pallava and author connec- 


ted with the Kudumiyamalai music inscription. 
This triple equation is absolutely baseless. 


Bhatta Gopala 


Abhinava refers to this writer on music 
twice. He first quotes him and his तालदीपिका 
in Chap. 2, on p. 332, Vol. Il, along with 
Bhatta Lollata. He promises here to come to 
the topic of vara in the तालाध्याय and 
accordingly, in the तालाध्याय, he again quotes 
Bhatta Gopala, who, he says, has refuted at 
length in his Tala Dipika the श्रुवातालविधि of 
his predecessors. 


“अत Daata भट्नलोल्लटगोपालादि भंग aaa 
aa) तालदीपिकादौ चिरन्तनसंमतो धुवातालानां विनियोगः 
प्रपन्चतो ghia: । तत्तु श्र्‌वाध्याये विचारथिध्यामः eared” 

Vol. IL. 9. 382. 

“ययाहि भद्टगोपालः स्वराभिप्रायेण भ्र्‌ वके विधिरिति 7” 

Vol. I. 9. 8]. 


Matrgupta 


Matrgupta is referred to by many writers 
and his Anustubh verses on subjects of Natya 
are found quoted in Ranganatha Diksita’s 
commentary on the Vikramorvasiya, Raghava 
Bhatta’s commentary on the Sakuntala, etc. 
His work should have been in Anustubhs, modell- 
ed after the Bharata Natya Sastra treating of 
music also. For the reference in Abhinava 
Bharati to Bhatta Matrgupta is in the तालाध्याय, 
(p. 32, Vol. IV.): 


तथोकतं भद्टेमातृग्ुप्तैन-- 
“पुष्पं च जनयत्येको भूयो5नुस्पशनान्वितः ।” 
Sarngadeva mentions him as a Sangitacarya: 
आंजनेयो मातृगुप्तो रावणो नन्दिकेश्वरः। 
The reference in Narada’s Sangita Maka- 


randa, p. |3, to one Matragupta is evidently 
only to Matrgupta. 


Mairgupta lived in King Sri Harsa’s time, 
607-647 A.D. He was a great poet and was 
Jater made king of Kashmir. 


Priyatithi 
This is a very new name in Natya literature, 
which we-are given by the Abhinava Bhazati. 
It quotes this writer on Natya on the subject of 
Saindhava, one of the ten Lasyangas: 
“प्रियातिथिग्रभ्ृतिः (fafa) मुनिमतोपेज्षयैव लक्षण (a) 
उदाहरण च ad न aad युकत्या तैन किचित्‌, इत्यसदेव ।”? 
9. 537, Vol. II 
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Priyatithi wrote against Bharata’s view and 
Abhinava criticises him for this. 


King Bhoja 


About the time of Abhinavagupta the Para- 
mara King Bhoja ruled at Dhara (A.D. 0]0- 
055). He was a patron of arts and prolific 
writer. Bhoja’s literary period was a little later 
than that of Abhinava. Sarngadeva mentions 
Bhoja in his list and Saradatanaya quotes him 
often in music also along with Somesvara. We 
can believe that King Bhoja, master of all 
arts and sciences, wrote on Sangita also but we 
want evidence for accepting Mr. R. Kavi’s calm 
assertion that Bhoja’s Sangita work was called 
संगीत-प्रकाश, which name is only a fancy, built on 
analogy the of the name of Bhoja’s great 
Alankara work called Sringara Prakasa. 
Parsvadeva says taht Bhoja gave the technical 
terms music in the Bhandika vernacular in his 
work on music. 


Somesvara 


परमर्दी a सोमेशः जगदेकमदीपतिः | 

This reference in Sarngadeva gives Somesa, 
Paramardi and Jagadelcamhipati as Sangita- 
caryas. Saradatanaya in his Bhavaprakasa 
refers to. Somesvara along with Bhoja twice. 
Saradatanaya says that he is not elaborating 
music since it has been already dealt with 
by Somesvara and others. The Sangita Samaya 
Sara of Parsvadeva quotes him with Dattila, 
as having dealt with Tala, and with Bhoja as 
having given the technical terms of music in 
the Bhandika Bhasa. This Bhandika Bhasa 
is a vernacular and very highly musical are and 
agrammar of it is available in the Tanjore 
Sarasvati Mahal Library. In that grammar, 
a beautiful story of the origin of that vernacular 
is given. It is said that when Krishna danced ' 
the Rasa, along with the Gopis from all parts of 
India, and when each sang in her own tongue, 
there arose, in that beautiful medley of tongues, 
the very musical language of the Bhandika. 


Who is this Somesvara who is cited as an 
authority on music? The Editor of the 
Bhavaprakasa in the Gaekwad_ series, Mr. K.S. 
Ramaswamy Sastrigal, discusses this question. 
In Sangita we know of two Somesvaras. One 
is the Calukya King Somesvara HI, who compos- 
ed an encyclopaedic work called Manasollasa or 
the Abhilasitartha Cintamani, in the year .3] 
A.D. This big work, part of which has been 
published from Mysore and Baroda, is said 
to contain a very big section on music. This 


portion, when published, will light up our field 


very much. It is very likely that it is this 
Somesvara whom Sarngadeva and others 
mention. 


Another Somesvara is known as the author 
of a music work called Sangita Ratnavali. Some 
identify Sarngadeva’s Somesvara with this 
Somesvara. 


Bhatta Soma Carana 


But all are agreed that Somesyara was a 
King and Kshatriya. If so, we had another 
writer on music called Soma or Bhatta Soma 
Carana, a Brahmin. The learned Ranganatha 
Diksita, in his commentary on the Vikramorya- 
siya, Act. IV, quotes him after quoting Matanga, 
on the जम्मक or the जम्मलिका गीति, (9. 89, Nirnaya 
Sagar Edition). 


King Paramardi 


This word is taken by some as an attribute 
of the above-mentioned King Somesvara, 
qual a सोमेशों जगदेकमहीपतिः। Mr. K. S. Rama- 
swamy Sastri takes Paramardi as a separate 
name, as a different writer on music, identifiable 
with a king of that name of the Candel dynasty, 
a scholar and patron, who reigned between 
65-203 A.D. This latter view is the justifi- 
able one Parsvadeva in his Sangita Samaya 
Sara (on p. 24, Tri. Edn.) quotes King 
Paramardi, in the प्रबन्धाध्याय, i.e., Chapter 4. 


“eal aa प्रबन्ध a अनेनैव प्रपूरणम्‌ | 
आमोगः कथितस्तेन परमर्दिमहीभुजा ॥” SIL. 6. 


Nothing more is known of King Paramardi 
or his work on music. 


Nanya Bhupala 


Through the kindness of my professor, I 
got the manuscript of the work of Nanyadeva 
from the Bhandarkar Oriental Institute, Poona. 
The work is incomplete and is generally called 
in the colophons Bharata Bhasya. But two 
of the colophons style it as Bharata Varttika, 
The work quotes Narada’s Siksa and the author 
of the विवरण टीका on the नारदीय-शिक्षा, Sikshas, 
of Panini and Apisali, Bharata, Matanga 
and his Brhaddesi, Tumburu, Kasyapa and 
Brhat Kasyapa, Visakhila, Yashtika, Dattila and 
Abhinavagupta. Two names among the writers 
quoted must be noted. They are sages आस्तिक 
and gm, of whom we do not hear else- 
where. References to these two are on p. 64a. 
The Kalika Purana is referred to by Nanyadeva 
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on page 4328, as containing the treatment of 
the gita called गोविन्दकम. 


The colophon has sometimes this suggestive 
word—‘afaxiz’. From this we come to 
know that Nanyadeva’s work is very big and 
divided into four sections according to the four 
Abhinayas—afan, आंगिक, सालिक and arena. 
The first section—Amsa—called वाचिक, deals 
with Sangita. The portion dealing with music 
alone is available in the manuscript above 
referred to and even this runs to 22] sheets. 


Nanyadeva, as one mentioned by Sarnga- 
deva, is earlier to Sarngadeva. Nanyadeva was 
king of Mithila. He calls himself by the name 
मिथिलेशर and महासामन्ताधिपति,. He has another 
name also—Rajanarayana. 


“eet द्वार्विशति (मि) ताः aaa: परिकीतिताः । 


राजनारायशणेनेह श्रीमन्नान्यनभूमजा MN” 
9. l2a. 


His work called Bharata Bhasya and Bharata 
Varttika has another name—Sarasvati Hrdya 
Bhusana or Sarasvati Hrdayalankara or Saraswati 
Hrdaya Alankara Hara, as described in the 
different colophons. 


Bindu Raja and Ksetra Raja 


Of these two authorities enumerated by 
sarngadeva, we have no further knowledge. Both 
look like historical personages. Kohala, as 
quoted by Kallinatha, quotes one च्षेमराज on the 
करवतेन called स्वस्तिकत्रिकोष जा p. 688. If Ksetra 
Raja is the same as this Ksemaraja we may 
take him as a writer earlier than the Sangita 
Meru. 


Lohita Bhattaka and Sumantu 


These are two more writers quoted in the 
Sangita Meru. They are certainly historical from 
what we see by their names, but further light on 
these two is no yet available. We know of 
Sumantu who was a sage, who is mentioned 
in the Maha Bharata and Asvalayana as one 
of the five arcararis, not acaratas. He was 
one of those who edited the Maha Bharata after 
Vyasa. He is mentioned thus— 


arg जैमिनि de ga चेव स्वमात्मजम्‌ । 
वेदानध्यापयामास महाभारतपंचमान्‌ | 
संदितास्तेः पृथक्त्वेव भारतस्थ प्रकीतिताः | 


Saradatanaya 


Now let us come to the third source of in- 
formation, the Bhavaprakasa of Saradatanaya, a 
work on dramaturgy ascribed to the period 
75-250 A.D. 


Saradatanaya, if the above given date is 
correct, was living in Sarngadeva’s time. 
Saradatanaya was, as his name shows, born of 
the grace of Sarasvati. In the 7th Chapter of 
his Bhavaprakasa he takes up Sangita and after 
elaborately telling us of the physiological srocess 
of नादोत्पत्ति, just touches music and leaves it 
saying that he need not deal with it further, since 
Bhoja, Somesvara and others have treated of it. 
From this same reference in Chap. 7, we learn 
that Saradatanaya himself produced a compan- 
ion work, certainly earlier, on music called 
Saradiya. 


“मभयापि शारद्वीयाख्ये प्रबन्धे सुष्ठु दर्शितं 0’ 
p. 94. 


Further, Saradatanaya refers to many other 
works and authors on Natya and music. The 
following are noteworthy since they are not 
i to elsewhere : द्रौहदिणी, गान्धर्वनिर्येय. 200 
वास 


Gandharva Nimaya 


The araaffaq is a work on music, 
treating of Natya also by the way. Saradata- 
naya refers toiton 9. 266 in Chapter 9,in the 
description of the minor Rupaka variety 
known as उल्लोप्यक, which is a गीतप्रबन्ध, an operatic 
composition: 


“यस्मिन्नुल्लोप्यक नाम sat ad प्रव्तेते । 
तल्लच्षण च गान्धव निणये स्पष्टमीरितं wv 


The author of the Gandharva Nirnaya is 
not known. 


Drauhini 


The quotation in the Bhavaprakasa in the 
name of Drauhini, on page 239, line l., is on 
Vrittis and Nataka: 


‘oradafacs era इतिः द्रौहिणिरत्रवीत्‌।” 


From this reference we can take him to be 
an author on drama only. But Rajasekhara 
in his Kavyamimamsa quotes him twice and 
from the first quotation there, we can surely 
make out Drauhini as an author of some music 
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work. This reference makes Drauhini praise 
music as the Sth Veda. 


“बेदोपवेदात्मा सावेबर्णिकरः पंचमो गेयवेदः इति द्रौहिणि: |” 
K.M.p. 2 Gaek Ed. 


Thus Drauhini’s work, like works of the 
early period, comprehensively dealt with Sangita 
proper, with कांड three departments. It is also 
likely that Drauhini is only Druhina’s son, i.e., 
Narada. 


Vasuki 


Vasuki is a mythological name. Vasuki is 
quoted twice by Saradatanaya. He is earlier to 
the Bharata Natya Sastra, if we rely upon a 
verse attributed to him by Saradatanaya, which 
is found quoted by Bharata. Vasuki is not 
enumerated by Sarngadeva or Narada nor is he 
quoted elsewhere. Narada’s list however con- 
tains a name ज्याल, which, if it is taken in the 
meaning ‘snake’, may refer to Vasuki, but this 
is quite far-fetched. 


Kalpavalli and Yogamala 


The Kalpavalli or Kalpalata and the Yoga 
Mala Samhita quoted by Sarngadeva are defini- 
tely works on Natya but probably these two 
devoted some of their chapters to the Samana 
tantra (allied science) music also. The Yoga- 
mala Samhita seems to be in the form of a 
dialogue in which Siva teaches Natya, etc., to 
Vivasvan i.e., Surya. Surya seems to have some 
part in the history of Natya and Sangita. 


Vyasa and Agastya. 


Saradatanaya mentions at the beginning 
of his work that he studied and learnt the 
schools of the following writers on Natya— 
Sadasiva, Siva, Parvati, Gauri, Vasuki, Sarasvati, 
Narada, Kumbhodbhava, i.e, Agastya, Vyasa, 
Bharata’s pupils, and Anjaneya. Of these we 
have already dealt with Narada, Vasuki and 
Anjaneya. How Sadasiva and Siva, and Parvati 
and Gauri are separate and different we are 
not able to understand. Vyasa is quoted now 
and then by Saradatanaya. There are two 
possibilities. Some of the Puranas of which 
Vyasa is the general author contain chapters on 
music. Opinions quoted as Vyasa’s may refer 
to opinions contained there. But such referen- 
ces are not traceable to the Sangita text in the 
Puranas. The story of the origin of Natya 
which Saradatanaya attributes to Vyasa, the 
exact number of acts in उत्सुश्कांक according to 
Vyasa referred to by Saradatanaya, are not 


traceable to the known Puranas which deal with 
drama and music. The other possibility is that 
there was some work on Natya current as 
Vyasa’s. Anyway Vyasa is not a mere name, 
since Saradatanaya attributes to him two definite 
opinions on pp. 55 and 25l. The name of 
Agastya does not seem to appear anywhere else. 
As a matter of fact, in literature, Agastya is a 
rare name in Sanskrit. It is only in Tamil 
that he is the eponymous father of all literature. 
. Saradatanaya, as the editor of his work suggests, 
was thus possibly a South Indian. But in the 
’ body of the Bhava Prakasa itself, no quotation 
_ from Agastya is found. 


Parsvadeva 


' The Sangita Samaya Sara of Parsvadeva 
published in the Trivandrum Sanskrit series is 
mainly a work on music, but it treats of 
dance also in Chapter six. Parsvadeva, as his 
name indicates, was a Jain. He and his father 
were great scholars of the Natya Sastra. 
The upper limit of his date is easil fixed. He 
quotes these authors: 


l. -King Bhoja. 2. King Somesvara. 
3. King Paramardi. 4. King Pratapa. 5. 
Digambara. 6. Matanga. 7. Sage Bharata 


and 8. Dattila. 


Of these, the references to Kings Bhoja, 
Somesvara and Paramardi are valuable and they 
fix the upper limit to Parsvadeva’s time. King 

- Bhoja ruled between 0I0 and 055 A.D. 
Paramardi flourished about 65 A.D. and 
Somesvara about I3l A.D. Parsvadeva is thus 
later than the 2th century. Sarngadeva does 
not refer to Parsvadeva. Singa Bhupala (about 
330 A.D.) quotes him often in his commmen- 
tary on the Sangita Ratnakara. Thus his date 
falls between 65 and 330 A.D. : 


The manuscript of the Sangita Samaya Sara 
in the Madras Mss. Library (No. 3028) gives 
much information about the author Parsvadeva. 
Parsvadeva was the son of Gaum and Adideva 
and disciple of one महादेवार्य, who was himself 
the pupil of उमबचन्द्र, The paramaguru was 
thus a Jain and born of Brahmin parents. 
Parsvadeva was a convert to Jainism. Parsva- 
deva mentions in the beginning that he consulted 
the following authorities: सोमेश्वर, gas, भोज, 
मतंग, काश्यप, दत्तित, कोहल and equrg. Parsvadeva 
gives the name of his family as sftmesraa. The 
colophons mention the names of his guru and 
paramaguru and the titles of Parsvadeva. 
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In the first verse in Chapter], Parsvadeva 
says that he is going to tollow Bhoja_ and 
Somesvara in giving the technical names of 
music in the Bhandika Bhasa: 


भाण्डीकभाषयोद्िष्टः भोजसोमेश्वरादिभिः । 
गेयलक्षणतः केचित्‌ वच्यन्ते लक्ष्यसंभवाः ॥ 
S.S.S. I. 4. 


हि We know of certain new writers for the first 
time from Parsvadeva. 


King Pratapa 
King Pratapa is qoted on p. 29: 
पंचतालेश्वरो aa ea” गद्यमथापि वा । 
आलिक़रमों ध्यमेवोक्तः प्रतापष्रथिवीभुजा ॥ 


Though Pratapa and Vikrama are synony- 
mous, it is vain to identify this Pratapa with 
the Vikrama quoted in the Sangita Makaranda. 
See, below, separate note on king pratapa’s 
Sangita chudamani. 


Digambara 


Parsvadeva refers to Digambara or Digam- 
bara Suri thrice in the chapter on dnce. The 
third reference is reverentially in plural. Evi- 
dently Digambara Suri is a Jain and most pro- 


bably a teacher of Parsvadeva. The three 

references are these— 

l. On the three kinds of सन्दंश, a नृत्तदस्त-- 
arcu: Pisa: स्यात्‌ पाश्वेजो Haass: | 
इत्यनेकप्रयोगेषु fereacaafza: ॥ 0. 60. 

2. केशवबन्धकरों प्रोक्तो तौ दिगम्बरसूरिया | 
उत्तानावंचितोौं किंचित पाश्वेगौ त्रिपताकरों ॥ 

9. 63. SI. 89. 

3. हंसपक्षकरों दण्डपत्तावुक्तौ दिगम्बरे:। 

p. 63 SI. 93. 


Thus not only in philosophy and poetics, 
but in such subjects as drama, dance, music and 
pornography, also the Buddhist and Jain 
contributions to Sanskrit literature are immense. 


Sankara 


Parsvadeva quotes Sankara in the वाद्याध्याय 
ie. the fifth, 9. 42: 

aaa निध्कलं चेति वाचमेतत्‌ द्विधा भवेत्‌ । 

कथित शंकरेणेद एकतन्त्रीसमाश्रयम्‌ ॥ 


It may be that this Sankara is a historical 
writer on music, or only God Siva. 


The Puranas and Music 


As remarked above, references to Vyasa 
may refer to chapters on music in some of the 
Puranas. The Puranas that contain chapters 
on music are—the Visnudharmottara, the Vayu 
and the Markandeya. 


The Markandeya 
Of these the Markandeya does not regularly 
treat of music. In Chapter 2], it gives the story 
of Asvatara, the king of the serpents. He did 
penance and requested Sarasvati to give him 
his brother Kambala and to impart to him and 
his brother the music lore. Sarasvati did so. 
Asvatara and Kambala propitiated Siva with 
this music. Here, incidentally, in mentioning 
Sarasvati’s boon, the to picsin music learnt by 
the two Naga brothers are summarily given: 
सप्तस्रराः ग्रामरायाः सप्त पन्‍नमसत्तम | 
गीतकानि a ada तावत्यश्चापि मूछनाः ॥ 
तानाश्चैकोनपंचाशत्‌ तथा AAAS च यत्‌ । 
एतत्सवे' नवान्‌ वेत्ता कम्बलश्चेव ते उनघ ॥ 
¥* * * 
ots : a - 
चतुविध पर ताल त्रिप्रकारं लयब्रयम | 
गीतत्रयं तथा काल॑ मया दत्त चतुर्विधम ॥ 
* * * 
अस्यान्तेंगतमायत्त' स्वरव्यन्जनयोश्च aq 


तदशेष॑ मया दत्त' मत्रतः HIATT च ॥ 
Sls. 52—56. 
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The Vayupurana 


In the second Khanda of the Vayupurana, 
Chapter 24, latter half, and Chapter 25 deal 
with music. The former speaks of seven 
Svaras, three Gramas and the Ragas belong- 
ing to each Grama—twenty§ in मध्यमग्राम, 
fourteen in पड़जग्राम, and fifteen in गान्धारथाम, the 
etymology, devata and description of each 
Raga, and agar. The 25th Chapter is devoted 
to thirty Gira Alankaras. 


The Visnudharmottara 


The third Khanda vf the Visnudharmottara 
contains a big art supplement treating of gram- 
mar, lexicography, prosody, poetics, drama- 
turgy, dance, Sangita and painting. Chapters 
8 and 9 here deal with music. In the beginn- 
ing the matter corresponds to that in the 
Vayupurana, though in the Visnudharmottara 
it is all in Sutra like prose. The following are 
dealt with— 


Svaras, Gramas and the Ragas of each of 
the three Gramas, three Vrttis, वादि, संवादि, and 
अनुवादि, nine Rasas and the Svaras for each Rasa, 
the three Layas and the Laya for each Rasa, ten 
Jatis, four Alankaras प्रसन्‍्नादि, प्रसन्नान्त, प्रसन्‍नाचन्त, 
and प्रसन्‍नमध्य, and the several kinds of songs, viz, 
ACTA, उल्लोप्य, RA, मकरी, उवेणक, सरोबिन्दु, ऋग्गाथा, 
पाणिका, दक्षविहता and ब्रह्मगीतिका. ; 


Here this chapter called गीतलच्षण. ends. 
The next chapter dealing with music is devoted 
to आतोछ, instruments. 


